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INTRODUCTION 


On Certain Influences Affecting British Painting in the 
Eighteenth Century 


It has been the fashion amongst the high-brows in art to belittle 
British painting of the Eighteenth Century. On the other hand this 
school of painting has always been one of the most popular of all 
schools with the wealthy collectors. As a result, many poor ex- 
amples, and even outright forgeries, have been sold at compar- 
atively high prices to people who are beginning their experience 
in collecting. Sometimes even the true connoisseurs in this field have 
been fooled by the extraordinarily clever restorations or fakes on 
these paintings. One of the reasons for this lies in the rather pe 
culiar technical methods of the painters who formed a close knit 
group toward the end of the eighteenth century in England. There 
seemed to be at that time a British renaissance during which the 
painters, and thinkers, exchanged many ideas and infected each 
other with enthusiasm. Scientists and writers, as well as painters, 
participated. 


One of the strongest influences upon this group was the estab- 
lishment of the Royal Academy and the election to its presidency of 
Joshua Reynolds, who was soon knighted for his services. His 
discourses on the occasion of the award of prizes to the students 
of the Academy each year are an important source material for 
understanding the attitude of these men. The Academy itself was 
primarily a school with experimental teaching methods and con- 
stant research of the problems of painting (though this may seem 
like a rather modern expression of their aims). 


The plan of the schools of the Royal Academy was described in 
the Annual Register for December, 1768. The winter academy “of 
living models of different character’’ was to be supplemented by 
the study of casts, “laymen” for draperies, and the theoretical study 
of perspective, and was to be conducted by nine Academicians, 
called visitors, who were to attend in rotation, and who were to set 
the figures, examine the performance of students, and advise and 
instruct them. They were assisted by professors of painting, sculp- 
ture, architecture, anatomy and perspective who annually read a 
certain number of lectures, and who, with the keeper and certain 
other employees, were paid regular salaries. 


The exact nature of the instruction given is somewhat vague. 
Probably each man had his own methods which varied as much 
as their personalities. Something of their procedure in painting, 
however, may be gleaned from the many, more or less valuable 
contemporary books on the subject. It seems certain that in general 
they followed a modified Flemish tradition, although some had a 
great enthusiasm for the Italians. John Elsum, for example, made a 
compilation from the writings of Vasari, Da Vinci, Armininus, and 
other Italian painters and writers, which he published as early as 
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1704.1 The chief value of his work, however, is its excellent glossary, 
which partly explains the common use of many Italian terms in 
English painting, and also the scholarly and thorough manner in 
which the footnotes and index are prepared. Of a similar thorough- 
ness, though very different in subject, is The Handmaid -to the Arts, 
(London, 1764) probably by Robert Dossie. It is a treatise on colors, 
media, their methods of preparation, and tools, which makes no at- 
tempt at artistic advice, but must have been most useful in its 
definition and description of materials. 


A quite different performance is An Inquiry Into the Beauties of 
Painting and the Merits of the Most Celebrated Painters, Ancient and Mod- 
ern, by David Webb.? It is a worthless and pretentious pseudo phil- 
osophic set of dialogues. Surprisingly enough, a work with the title 
of Art’s Master-Piece; or a Companion to the Ingenious of Either Sex*, is 
a well written, coherent, and methodical description of how a novice 
should go about painting. The worth of it is testified to by the fact 
that it had gone through eight editions by 1784. The author starts 
out with a description of the necessary equipment: chalk, charcoal, 
lead pencils, a feather for erasing; while rule and compass are pre- 
scribed for beginning with geometrical figures. Little time is spent 
on still life, and then the drawing of the face is carefully described. 
Next comes an account of canvas, oils, the grinding of colors, and 
a list of twenty-two pigments and five mixtures of them. The author 
directs that the flesh tones be laid in with the warm tones first, 
drawing with lake and white, then adding the cooler shadows, ap- 
parently as a glaze. For finishing, he says to perfect the shadows 
of the face, then the lines of the eyelids, entrance to the ears, deep- 
ness of the brow, and to “heighten the hair, deepening it as it ap- 
pears in the lite, casting over the ground some loose hairs, which 
will not only make it look airy, but seem as if the picture stood out 
from the curtain.’* | 


' By far the most interesting of the contemporary books on paint- 
ing that I have seen, however, is The Art of Painting, by Charles 
Alphonse du Fresnoy, translated into English Verse by William Mason, 
M.A. with Annotations by Sir Joshua Reynolds, Knt., P.R.A® Originally 
written in Latin verse, this work evidently enjoyed considerable 
popularity and had the sanction of learned authority, for it had twice 
before been translated into English, once by Doyden, in prose, and 
once by Wills in a sort of blank verse. DePiles had translated it 
into French. It covers, especially when interpreted by Sir Joshua's 
notes, the whole field of drawing and painting, apparently giving 
the complete Flemish tradition as modified by du Fresnoy’s Italian 
journey, and therefore especially adapted to the English practice. 
It includes directions for the study of the antique, advice upon the 
amount of practice and theory, upon subjects (p. 72, ix), invention 
(p. 74, xii), and appropriateness (p. 76, xiv). De Piles’s canon of the 
"The Art of Painting After the Italian Manner, with Practical Observations on the Principel 
Colors and Directions How to Know a Good Picture. By John Elsum, Esq., London, 1704. 

23rd Edition, London, 1769. 

SBy C. A., 8th Edition, Dublin, 1784. 


‘Art's Master-Piece, p. 16. 
®York and London, 1783. 
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human figure is given fully in a note, and many excellent rules of 
composition are fully laid down. Certain characteristic practices of 
Sir Joshua's are clearly stated. He says (p. 94), “I am convinced that 
the fewer the colors the cleaner will be the effect of those colors, and 
that four is sufficient to make every combination required.” 


This brings up the subject of Reynolds’ own methods and ex- 
periments in method. Apparently careless and casual concerning 
his pictures after they left his hands, he was intensely concerned 
about the effect he was producing and curious about the means for 
making that effect. Evidently he always strictly limited his palette. 
Leslie and Taylor® give numerous extracts from Sir Joshua’s note- 
books, and Sir Charles Eastlake’ states that he has seen the MSS. 
from which he quotes passages. A. H. Church in The Chemistry of 
Paints and Painting® p. 266, drawing upon the same material, sum- 
marizes five palettes that Reynolds used between 1770 and 1775 as 
follows: 


l. Flake white, Yellow ochre, Lake, Ultramarine, Black. 
Flake white, Orpiment, Carmine, Ultramarine, Black. 

Flake white, Naples Yellow, Vermilion, Ultramarine, Black. 
Flake white, Asphaltum, Vermilion, Blue. 

Flake white, Naples Yellow, Minium, Asphaltum. 


Oh te 2: tS 


Of these, Lake, Orphiment, Carmine, and Minium are “fugitive” 
colors—that is, they fade or blacken under the influence of light 
alone. The others, with the exception of asphaltum, are excellent 
pigments. Asphaltum, or bitumen, is a beautiful transparent brown 
used by many painiers, ancient and modern, but apparently its 
method of preparation was forgotten during the eighteenth century® 
It is a mixture of volatile and solid hydrocarbons related to the paraf- 
fins, and certain ill-understood, highly complex dark brown or black 
substances. The liquid and semi-liquid hydrocarbons never dry 
under ordinary circumstances, and the asphalt must be roasted to 
drive them out. It was the use of raw asphaltum, which slowly flows 
practically forever, which ruined many of the pictures of Sir Joshua 
and of Turner. 


Another difficulty which Reynolds experienced was caused by 
his use of wax, made into a varnish by dissolving in spirits of tur- 
pentine.?° This varnish dries very quickly and the wax does not 
firmly adhere to the ground, consequently peeling off from the slight- 
est accident. Sir Joshua also used a reckless and seemingly unnec- 
essary variety of vehicles, any one of which is good in itself, but 
which when employed together, produce strains and stresses re- 
sulting in severe cracking. Perhaps the most striking example of this 


‘Life and Times of Sir John Joshua Reynolds, with notices of some of his contemporaries. 
By C. R. Leslie. Continued by Tom Taylor. 2 Vols. London, 1865. 

"Materials for a History of Oil Painting. By Sir Charles Eastlake. 2 Vols. London, 1874. 

°3rd Edition. London, 1901. 

*Church, p. 235. ei ; 

Leslie and Taylor, Op. Cit., p. 349 and ff. and note. 
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is recorded in his note of 1775,!! describing in a conglomeration of 
languages, the portrait of Mrs. Joddrell: ‘Head oil, cerata, varnished 
ovi, poi vern con Wolf; cera senza olio, verniciata con ova, poi con 
Wolf."" This means that he painted the head in a straight oil pig- 
ment, which dries comparatively slowly and needs air to form the 
protecting oxidized film, then he rubbed it with wax of no particular 
importance except that it is chemically inert. Next he varnished 
with the white of egg, a rapid drying, cracking varnish, and finished 
with a copal varnish, which is tough and excludes the air. The dra- 
peries had the same dose, only instead of being securely fastened 
to the canvas with an adherent oil, they were stuck on with dry 
pigments mixed with wax! It is a wonder that the picture lasted a 
month! 


One other fact concerning Sir Joshua’s peculiarities of technique 
deserves mention and explanation. Frequently his glazes were colors 
mixed with varnish only.?? As long as the picture needs no cleaning, 
this is perhaps as satisfactory a procedure as can be found, for such 
glazes are luminous, transparent, and beautiful; but cleaning re- 
moves them almost completely. Perhaps this, rather than the use 
of fugitive colors, explains the loss of “carnations” (flesh tones) in 
so many of his portraits. 


This exhibition illustrates many of the practices outlined above. 
A striking exception to the general tendency is the work of Raeburn, 
of which there are several fine examples here. Painting so thinly that 
the twill of the canvas can always be seen, this Scottish painter 
seems to have a directness and severness seldom found in any time. 
This exhibition shows almost the full development of British por- 
iraiture during the time it covers. A few names, such as Kneller and 
Ramsay, are unhappily missing. Perhaps Wilenski!® would deplore 
this entire exhibition, except the Hogarth, but actually there is much 
to admire in these self-confident and dashing painters. 


MWQLeslie and Taylor, Op. Cit. | 
12Fastlake, Op. Cit., p. $39. 
1Wilenski, English Painting, Boston and New York, 1935. 
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BRITISH PORTRAITS 


. HUGH BARRON, 1745-1791 


Portrait of Lady Hardwick 

Canvas 50” x 40". Signed 

Collection: George A. Hearn; Mary Hearn Greims 
Lent by Lilienfeld Galleries, New York. 


. SIR WILLIAM BEECHEY, R. A., 1753-1839 


Portrait of Frances Maria McMunn (aged 4) 
Canvas 36” x 28" 

Collection: The Sitter’s Granddaughter 

Lent by Jacques Seligmann & Company, New York. 


. SIR WILLIAM BEECHEY, R. A., 1753-1839 
Portrait of Admiral Sir Isaac Coffin 

Canvas 30" x 25" 

Collection: The Coffin School 

Lent by the Isaac Coffin School, Nantucket, Mass. 


. NATHANIEL DANCE, 1734-181] 

Portrait of a Young Girl ('"M. C.” on the tree behind her) 

Canvas 30" x 25” 

Collection: Sir Hugh Percy Lane, Director, National Gallery of 
Ireland; Captain Evan Burton-Mackenzie 

Lent by M. Knoedler & Company, New York. 


. M. GHEERAEDTS, THE YOUNGER, 1561-1635 


Portrait of Queen Elizabeth 
Panel 2642" x 192" 
Lent by the Lilienfeld Galleries, New York. 


. THOMAS GAINSBOROUGH, 1727-1788. 


Portrait of Mrs. Fitzherbert 

Canvas 29%" x 24%" 

Collection: Hon. Mrs. Dawson Damer; Countess Fortescue; 
Earl of Fortescue; Arthur Sanderson, Edinburgh; J. H. Dunn, 
London; J. Horace Harding 

Lent by the Thornton Realty Company (through Jacques Seligmann 
& Company). 


. THOMAS GAINSBOROUGH, 1727-1788 


Portrait of Henrietta Dukenfield-Daniel 
Canvas 30” x 24" | 
Lent by Mr. and Mrs. Rhodes S. Baker, Dallas. 


. GEORGE HENRY HARLOW, 1787-1819 


Portrait of Mrs. John MacLachlan of Dumfries 
Canvas 36" x 28” 

Collection: Mrs. Louis Raphael 

Lent by Jacques Seligmann & Company, New York. 
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10. 


ll. 


13. 


14. 


15. 


16. 


18. 


WILLIAM HOGARTH, 1697-1764 
Portrait of Mrs. Butler (Oliver Goldsmith's Landlady at Isling- 
ton). Her real name was Elizabeth Fleming 
Canvas 295" x 2442” 
Collection: Mr. Robert Graves; Mr. Henry Graves, London. 
Lent by the Trustee of the John G. Johnson Collection, Philadel phia. 


JOHN HOPPNER, R. A., 1758-1810 
Portrait of Sir Henry Goodricke, Bart 
Canvas 36" x 38” 
Collection: Massion, Paris 
Lent by Jacques Seligmann & Company, New York. 


JOHN HOPPNER, R. A., 1758-1810 
Portrait of Lady Redesdale 
Canvas 36" x 28" 
Collection: H. S. Vade Walpole, England; J. Horace Harding, 
New Ycrk 
Lent by the Thornton Realty Company (through Jacques Seligmann 
& Company). 


SIR THOMAS LAWRENCE, P. R. A., 1769-1830. 
Portrait of John Griffith 
Canvas 24%” x 30” 
Lent by M. Knoedler & Company, New York. 


SIR PETER LELY, 1618-1680 
Portrait of Sir Richard Springnell 
Canvas 31%" x 26" 
Lent by the William Rockhill Nelson Gallery, Kansas City, Mo. 


JOHN OPIE, 1761-1807 
The Match Gil 
Canvas 30” x 25” 
Lent by Jacques Seligmann & Company, New York. 


REV. MATTHEW WILLIAM PETERS, 1742-1814 
Portrait of a Lady in White Dress 
Canvas 25" x 30" 
Lent by M. Knoedler & Company, New York. 
SIR HENRY RAEBURN, R. A., 1756-1823 
Portrait of Dr. Welsh Tennant 
Canvas 49” x 39” 
Collection: R. Hall McCormick, Chicago 
Lent by the Art Institute of Chicago. 


. SIR HENRY RAEBURN, Rk. A., 1756-1823 


Portrait of Lieutenant Colonel James Spens 

Canvas 30" x 25” 

Lent by Mr. André de Coppet (through Howard Young Galleries). 
SIR HENRY RAEBURN, R. A., 1756-1823 

Portrait of Alexander Fraser-T ytler 

Canvas 30” x 25" 

Collection: The Family of the Sitter 

Lent by Mr. André de Coppet (through Howard Young Galleries). 
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19. 


20. 


21. 


22. 


23. 


24. 


20. 


26. 


27. 


SIR HENRY RAEBURN, R. A., 1756-1823 
Portrait of Robert Hay 
Canvas, 30" x 25" 
Lent by the Boston Museum of Fine Arts. 


SIR HENRY RAEBURN, R. A., 1756-1823 
Miss Elizabeth Dalrymple 
Canvas 3542" x 27%" 
Collection: Mrs. Kinderman Walker, London 
Lent by Jacques Seligmann & Company, New York. 


PHILIP REINAGLE, R. A., 1749-1833 
and 
SAWREY GILPIN, R. A., 1733-1807 
Portrait of Colonel Thornton, “Marquis Dupont” 
Canvas 82" x 59" 
Lent by the Newhouse Galleries, New York. 


SIR JOSHUA REYNOLDS, P.R. A., 1723-1792 
Portrait of Mrs. Freeman, Jr. 
Canvas 50” x 40” 
Collection: Lord Redesdale 


Lent by the Estate of the Late Dorothea B. Harding ( through Jecques 


Seligmann & Company). 


GEORGE ROMNEY, R. A., 17341802 
Portrait of Mrs. Elizabeth Sage (nee Whalley) 
Canvas 30" x 25" 

Lent by Mr. and Mrs. Rhodes S. Baker, Dallas. 


GEORGE ROMNEY, R. A., 1734-1802 
Portrait of Captain Robert Shore Milnes 
Canvas 30" x 25" 
Lent by Jacques Seligmann & Company, New York. 


JOHN SMART, 1740-1811 
Portrait of a Gentleman 
Canvas 30" x 25" 
Collection: E. Smirke, London 
Lent by Jacques Seligmann & Company, New York. 


ANTON VAN DYCK, 1599-1641 
Portrait of Diana, Countess of Oxford 
Canvas 42” x 33” 
Collection: von Nemes 
Owned by the Dallas Museum of Fine Arts. 


JOHANN ZOFPANY, 1725-1810 
Portrait of a Lady 
Canvas 23" x 17¥2" 
Lent by the Lilienfeld Galleries, New York. 
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THE GOLDEN JUBILEE EXHIBITION 
TEXAS STATE FAIR 


In addition to the British Portraits, fully catalogued in the pre- 
ceding section, the Golden Jubilee Exhibition of the: Texas State 
Fair at Dallas consists of three sections. The first of these sections 
makes a distinct departure from the policies of the Dallas Museum 
of Fine Arts. It is hardly likely to be considered a precedent, how- 
ever, since the circumstances are so unusual. | 


Edward G. Eisenlohr, a Dallas artist, has contributed one or more 
pictures to every single State Fair in Dallas since it began. Fifty 
years of the State Fair, and the Centennial and Pan American Ex- 
positions in addition, make a record for one man that is enviable. 
We are all the more happy to welcome Mr. Eisenlohr with a special 
section devoted to his paintings, drawings, and prints, because of 
his lovable character and genial friendliness to other artists. 


The second section is a group of artists associated with the sur- 
rounding states of Arizona, New Mexico, Colorado, Oklahoma, Kan- 
sas, Missouri, Arkansas and Louisiana. Somewhat broader in scope 
than just “the Southwest,”” these painters may best be referred to 
as the Neighbors of Texas. Carefully selected living painters have 
been supplemented by a few men long associated with this region, 
but no longer living. The group presents a vivid and vital pageant 
of modern America. In many ways they are the most important 
group of painters in the country. 


The third section represents Texas itself. It is an exhibition chosen 
by competition, by an eminent jury. As always, since we have been 
holding these state-wide competitive exhibitions, many new names 
appear, and many familiar ones send to us again. Over two hun- 
dred and fifty separate artists submitted entries for this show. Natu- 
rally there have been disappointments for those not accepted, but 
the ones chosen demonsirate once more the strong quality of this 
new world. 
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SPECIAL EXHIBITION 


In Recognition of Fifty Years’ Contribution to the State Fair 


OONRAO RON 


EDWARD G. EISENLOHR 


DRAWINGS 


. Mist in the Bottoms (Shown at Texas State Fair, 1891) 


Prairie (Shown at Texas State Fair, 1891) 
Block Cabins, 1893 

Old Houses, Dallas, 1892 

Old Houses, Dallas, 1894 

S. S. Comal, Atlantic, 1914 

San Antonio River, 1928 


. The Light in the Window, 1933 

. Mountains of New Mexico, 1922 

. Adobe, Santa Fe, 1922 

. Adobe, Santa Fe, 1922 

. Country Bypath, 1938 

. Beached for Repairs, Corpus Christi, 1934 


Old Home at Salado, 1938 
Dallas, 1938 


. Lancaster, 1938 
. Little Mexico, Dallas, 1938 


Backyards, 1924 
Fields Near Sherman, 1938 


. Old Woolen Mills, New Braunfels, 1938 
. June Landscape, 1938 


The Quiet Pool, Cass, Arkansas, 1927 


. Tree by the Roadside, Marlin, 1932 

. Negro Church, Marlin, 1932 

. Evening, Hutchins Road, 1932 

. The Culvert, 1932 

. Winter Night, 1932 

. November Days, 1932 

. Misty Morning (watercolor and pencil), 1915 

. Evening in the Brakes (watercolor and pencil), 1916 
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In the Bandera Country 
Impounded Waters 
Lingering Snow | 


. Flowering Fields 
. After the Cutting 


Wheat Lands 
Gray Day in Spring 
In May 


. Spring Morning 
. Beyond Abilene 
. Bandera Hills 

. Afternoon in the Country 
. Five-Mile Creek 
. Rolling Lands 


Sundown 


. Sunset 
. Deep Winter 


Renter's Home 
Chalk Brakes 


. October Fields 
. Summer Skies © 


Stubble Fields 
Threshing Time 
Corral at Fredericksburg 


. Country Church, Palo Pinto 
. Way to Waco 

. Drenched Acres . 
. New Mexican Mountains 
. Pinyon Hills 
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10. 


I]. 


12. 


13. 


“THE NEIGHBORS OF TEXAS" 
INVITED BY THE MUSEUM 


KENNETH ADAMS, New Mexico 
Calendulas 


THOMAS BENTON, Missouri 
Moonlight on the Osage 


EMIL BISTTRAM, New Mexico 
The Sheriff 


ERNEST L. BLUMENSCHEIN, New Mexico 
Landscape with Indian Camp 


HOWARD COOK, New Mexico 


Antonio 


ANDREW DASBURG, New Mexico 
Lamy, New Mexico 


RANDALL DAVEY, New Mexico 
Western Relay Race 
Lent by C. W. Kraushaar, New York 


VERNON HUNTER, New Mexico 
East of the Pecos 


PETER HURD, New Mexico 
Ranch on the Plains 


OSCAR B. JACOBSON, Oklahoma 
Oklahoma Reds 


FRANK TENNEY JOHNSON, New Mexico 
Destiny 
Lent by Grand Central Galleries, New York 


WARD LOCKWOOD, New Mexico 
Rio Hondo Valley in Winter 


PEPPINO MANGRAVITE, Colorado 


Young and Playful 
Lent by Frank K. M. Rebn Gallery, New York 
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15. 


we 


18. 


1: 


20. 


21. 


22. 


23. 


24. 


JOHN McCRADY, Louisiana 
House on the Hill 
Lent by Boyer Gallery, New York 


FRANK MECHAU, Colorado 
The Rodeo 
Lent by Walker Galleries, New York 


JOSEPH MEERT, Missouri 
Wheat Threshing 


HENRY VARNUM POOR, Kansas 
Anne 


Lent by Frank K. M. Rehn Gallery, New York 


BOARDMAN ROBINSON, Colorado 


DORIS ROSENTHAL, New Mexico 
Two Boys 
Lent by Midtown Galleries, New York 


CARL RUNGIUS, New Mexico 
On the Smoky 
Lent by Grand Central Galleries, New York 


BIRGER SANDZEN, Kansas 


FREDERICK SHANE, Missouri 
The Aesthetes 


JOHN SLOAN, New York 
St. Francis Procession, Night 
Lent by C. W. Kraushaar, New York 


WALTER UFER, New Mexico 


Manuel LaJeunesse 
Lent by Grand Central Galleries, New York 
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ONO WON 


TEXAS SECTION 
Chosen by Competition 
JURY OF SELECTION 


Mr. Emit BistTRAM 


Mr. FRANK MECHAU 
Miss ELEANOR ONDERDONK 


OIL PAINTINGS 


Artist 


. Evelyne Byers Bessell . 


Kathleen Blackshear 
Charles T. Bowling . 
Laura Buchanan . 

Jerry Bywaters 

Jessie Davis . : 
Granville M. Deane . 


. Marjorie Evelyn DeBord . 
. Dan Dial 

. Frank Dolejska . 

. Otis Dozier . . 

. Inez Staub Elder 

. Louise Marks Goldstein . 
. Boyer Gonzales, Jr. . 

. Alexandre Hogue . 

. William James Houliston 
. Hari Kidd . 

. Alice Fish Kinzinger . 

. Edmund Kinzinger . 

. Lucile Land Lacy . 

. Thetis Lemmon . 

. William Lester 

. Verda Ligon . : 
. Margaret Martin Littlejohn : 
. Florence McClung . 

. Ruth Blanks Matlock . 

. Merritt Mauzey . 

. Ella K. Mewhinney 

. Mrs. W. Maurice Miller . 
. Cecilia Neuheisell . 

. Nell Brooks Nichols 

. John Nicholson . 

. Nina Peeples . 

. Robert Preusser . 


Title 
Laura 


Melon and BeScngs : 


Guadalupe River . 
Greens for Sale 
Texas Farm . : 
Sharpening a Chisel 
Altheas 

Billy. 


American Pidietarias : 


Stravinsky's Fifth 
Roadrunner . 
sunflowers 

Lila Bell 

Virginia Farm No.2 . 


Flood Prelude 
Asleep 
Roofs in Taxco . 


Taxco Girl with Waier a : 


Red Geranium 
summer Vegetables . 
Empty Silo 

Gloxinia . 
Landscape . 
Texas Homestead . 
Grandiflora . 
Fifteenth & Bsadway 
Hills of Oakalla . 
Gin No. 2, Howe . 
Cactus 


Blond in Pink Dyese : 


Self Portrait . 
Saturday Afternoon 
Time Sonata . 
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City 
Houston 
. Navasota 
. Dallas 
. Dallas 
. . Dallas 
. Dallas 
Dallas 
. . Tyler 
. Dallas 
Houston 
. Dallas 
Dallas 
Sherman 


. San Antonio 
Pecos Escarpment, 1937 


Dallas 
Houston 
E] Paso 
. Waco 
. Waco 
Temple 
. Denton 
. Dallas 
. Dallas 


. Fort Worth 


. Dallas 


. san Angelo 


. Dallas 

. Holland 

. . Gunter 
San Antonio 
. Dallas 

. Ballinger 
Dallas 

. Houston. 


. Aloys Gossage Shipp. . 
. Frances Skinner . | 

. Rosalie Speed o. 
. Coreen Mary Spellman . 
. Everett Spruce 


. Una Truitt . 


. Douthitt Wilson . 


. Elizabeth Keefer Boatright . 
. Edith M. Brisac . 

. Marie Delleney . 

. Veronica Helfensteller 


Title 
R.R. A. . 
Texas Pastoral . 


Artist 


. Forney Cotton Gin . 


I Looked Over Jordan 
Still Life . 

Texas Windmill 

The City Dump . 


Kelly H. Stevens 


Amelia Urbach . 


WATERCOLORS AND PASTELS 


Lajitas Crossing 
Fish Houses, Gaspe . 


Still Life . 


The Road to the Village . 


Cape Cod Landscape . 


Texas Railroad Station . 


. Alice Welty Nichols 


. Mary Aubrey Keating . 

. Stella L. LaMond Still Life 

. Barbara Maples Harlemite . 

. J. B. Martin Japanese Iris 
Louise Holden Mims . Iris 


Palo Duro Canyon . 


. Mrs. M. Bonner . 


. Adalie Margules . 
. Jessie Aline White . 


Florence S. Sharp . study 


DRAWINGS AND PRINTS 


In Reynosa, Mexico . 


. Bob Crabb. Clouds ng 
. Reid Crowell . Loading Bundles . 
. Winnifred Landon . River Folk 

. Blanch McVeigh Triflin’ 


A Lull in Business . 


Prickly Pear . 
SCULPTURE 
Harry Lee Gibson . Spirit of Texas . 
. Mimi Murphey . Dusk a 4 
. Thurmond Townsend . Self Porirait . 
. Robert Willson . Lickie 
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